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INSTEAD OF FOREWORD 


Sviatoslav Richter is an outstanding phenomenon. This is the pride of the 
Soviet performing school. The sheer scale of his talent is astonishing and 
admirable. 


All phenomena of musical art are accessible to him, from the most intimate 
lyrics to grandiose pathos. In the performance of Richter, all the works that 
make up his vast repertoire reach the listeners. 


But Richter never rests on his laurels. He is constantly moving forward, 
constantly expanding his repertoire. 


What is the "secret of success" of this great artist? It seems to me that the 
main task that Richter sets himself is an accurate and, at the same time, 
creative and inspirational presentation of the author's intention. Richter 
devotes all his great talent, all his phenomenal skill to this goal. 


A pupil of the Soviet music school - a student of the remarkable teacher 
Heinrich Gustavovich Neuhaus - Richter plays many works by Soviet 
composers. Soviet music, and in particular the work of the genius Prokofiev, 
beloved by him, is dear to Richter. | would also like to note that Richter is 
not only an amazing soloist, but also a sensitive ensemble player. Let us 
recall his performances with the wonderful singer N. Dorliak or chamber 
concerts with string ensembles. 


Let us wish further creative success to this deep musician, a true artist. 


The book by V. Delson, brought to the attention of readers, is the first 
attempt to reveal the complex artistic image of Sviatoslav Richter. 


Dimitri Shostakovich 


Now sadly tender, now impetuously desperate 
sounds intermingled freely, 

poured and poured so gracefully, so strongly 

and so unconsciously that no sounds were heard, 
and by itself poured into the soul of everyone some 
a beautiful stream long familiar, 

but for the first time spoken poetry 


L. Tolstoy 


INTRODUCTION 


Soviet people want to know about the life and work of the best 
representatives of the musical culture of our country. Want to know about 
them and abroad. Interest in our art is so great that foreign readers want to 
"know all the details of the life of Shostakovich, Ulanova, D. Oistrakh and our 
other artists. They want to understand the soul of our people, to understand 
how they managed to achieve such brilliant success in art," wrote L. 
Oborin[1]. It's right. We cover too little the life and work of our outstanding 
performers and, thus, do not contribute enough to understanding their art, 
their work, their remarkable human qualities. 


In order to consistently and reasonably talk about the path of a great artist, 
it is necessary to choose from a lot of the most important, defining, 
sometimes the only thing that can make his life and creative path 


understandable. And it is necessary to describe the conditions and 
circumstances that caused the appearance of this artist. "You cannot create 
talents, but you can create a culture, that is, a soil on which talents grow and 
flourish. The larger, wider and more democratic the culture, the more often 
the appearance of talent and genius. One scholar called the painting of the 
Italian Renaissance an "epidemic of genius," writes Heinrich Neuhaus.2 Yes, 
only the flourishing of our culture, only a genuine renaissance of science and 
art, literature and music in our country could give birth to such a wonderful 
artist as Sviatoslav Richter. 


What is the special force of influence of Richter's art, what are the roots of 
his amazing success both among the widest audience and among the 
strictest experts? The fact is that the history of musical performance knows 
not so many examples of such an intensive development of intellectual and 
emotional principles in one artist, a combination of brightness and depth, 
artistry and skill, monumentality and dynamism, virtuosic brilliance and 
impeccable taste. After all, even in the largest, most meaningful sense of the 
word, the definition of "virtuoso" somehow surprisingly does not fit this 
inspired master of pianistic art! 


Of course, all these different and often opposing features of his artistic 
appearance are in a very complex interaction, which ultimately determines 
the style and characteristics of his performance. But after all, they should be 
considered as dialectically contradictory components of a single performing 
whole. Art is always a synthesis, and its knowledge is possible only in the 
unity of inductive and deductive methods of thinking. 


Setting it as his task to give the reader a versatile idea of one of the most 
complex and meaningful musician-performers of our Motherland, the 
author sought to characterize the foundations and features of such a 


phenomenon, which can be called with full responsibility the real art of a 
true artist. 


The desire for just such art has been a long-standing feature of Russian 
artistic culture. "There is a direction - and it was born in the deepest layers 
of the Russian soul and the Russian people - a direction that seeks truth in 
the performing arts, [...] every normal person tends to prefer the real, 
genuine to everything false and counterfeit. Under this artistic truth follows 
to mean a lot: here is logic, first of all, here is unity of will, harmony, 
coherence, subordination of details to the whole, here is simplicity and 
strength, clarity of thought and depth of feelings, and - let's be frank - real 
love and real passion, "says Heinrich Neuhaus[ 3] However, this normal and 
natural tendency of people to prefer the present often lurks “unawakened”, 
being only a potential possibility of their artistic aspirations. Mankind does 
not always immediately and easily evaluate the "modest great", sometimes 
temporarily preferring the "showy small" to it. “There is no evidence to 
assert that the best always and everywhere “sounds publicly” and that 
everything known is certainly qualitatively higher,” wrote B. Asafiev[4]. 


To help distinguish the truly beautiful from external beauty, the real from 
the illusory, art from artificiality is one of the main tasks of a music critic, 
because, unfortunately, the good in art is far from always having a wider and 
longer resonance than the bad. "A good bell sounds far away, but a bad one 
- even further away," says the wise saying of the Finnish people. 


To give an artistically truthful, aesthetically justified, historically objective 
coverage of a significant phenomenon of art is a creative task. The well- 
known question of Pushkin's Salieri: how to express the aesthetic synthesis 
of an artistic phenomenon by means of analysis, how to "believe harmony 
with algebra" - remains largely problematic to this day. The analysis of such 
a complex phenomenon of art as musical performance is one of the least 


developed problems of musical aesthetics, and the dangers of both 
objectivism and subjectivism lie in wait for criticism at every step. At the 
same time, undoubtedly, it requires, in addition to objective knowledge and 
understanding of an artistic phenomenon, also an individual, so to speak, 
subjective ability to penetrate into the creative world of this particular 
musician-performer with all its unique features - the ability is also artistic. 
Some musicologists "improvise 'their contents' to the accompaniment of 
music [...]. But anything can be done to the accompaniment of music"[5]. To 
shed light on the objective significance of the performer's art and to reveal, 
by putting aside the arbitrariness of taste, one's own subjective attitude 
towards it - this is the main task facing the researcher of performing arts. 


Richter's art, while representing an outstanding objective value, is at the 
same time deeply specific. To penetrate into the essence of this art, it is not 
enough to evaluate it dispassionately - one must also feel it inwardly, be 
excited by it, sincerely love it. It is necessary to "survive" this art. And only 
then does it rise in all its gigantic growth as a phenomenon of the era, an 
artistic "event" as "weighty and visible" as the great life of our time itself, 
which gave birth to it. 


At the moment, Richter's performance has reached maturity and the highest 
rise. It has a huge impact on the development of our pianistic youth. It is well 
defined and poses many aesthetic problems. 


To illuminate the life and work of a great artist and, most importantly, to 
make one think about the creative principles of his art is the task of the 
author. 
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Notes 


[1] L. Oborin. The main thing is the person. "Literaturnaya Gazeta" dated 
August 14, 1958 


[2] G. Neuhaus. On the art of piano playing. Notes of the teacher. Muzgiz, 
M., 1958, p. 194. 


[3] G. G. Neuhaus. Composer-performer. Collection "S.S. Prokofiev". M., 
Muzgiz, 1956, p. 275. 


[4] B. Asafiev (Igor Glebov). Musical form as a process. Book two. Intonation. 
Muzgiz, M., 1957, p. 59. 


[5] B. Asafiev. Cit. cit., p. 98. 
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Chapter 1 


LIFE AND ARTISTIC PATH 


The highest distinction of man is 
his perseverance in overcoming 
tough obstacles. 


Beethoven 


1. ORIGINS AND BEGINNINGS 


Sviatoslav Teofilovich Richter was born on March 20, 1915 in Zhitomir. Later, 
the Richter family moved to Odessa. His father, an organist, taught his son 
only the most elementary foundations of music, and for many years the 
musical development of a gifted child proceeded completely freely. He 
seemed to be left to his own devices. However, his artistic growth was 
noticeably influenced by the surrounding musical life. 


One could hear a lot of good music in Odessa. The high traditions of one of 
the oldest musical centers of Russia - and, first of all, its beautiful opera and 
ballet theater - have deeply rooted in the culture and life of the ancient port 
city. The best operas and ballets by Russian and foreign composers were 
staged here. 
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Many concerts with the participation of Soviet and foreign guest performers 
were organized by the Odessa Philharmonic Society (OPO) in the Great Hall 
of the City Council (the old "Hall of the Stock Exchange") and the Small Hall 
of the House of Scientists. There were evenings of symphonic music 
conducted by conductors O. Frid, V. Suk, N. Malko, V. Dranishnikov, L. 
Steinberg, A. Gauk, as well as evenings of the first symphonic ensemble in 
the history of musical culture without a conductor - Moscow Persimfans. 
Outstanding performers came here on tour: pianists K. Igumnov, G. 
Neuhaus, S. Barer, E. Petri, |. Fridman, A. Gilles-Marchet, K. Zecchi, A. 
Borovsky, and later - Arthur Rubinstein, and from young V. Horowitz (since 
1923), V. Sofronitsky (since 1925) and L. Oborin (since 1927); the largest 
violinists: J. Szigeti, M. Polyakin, N. Milshtein, S. Furer, E. Zimbalist, and later 
D. Oistrakh; cellist R. Garbuzova; vocalists A. Baturin, K. Derzhinskaya, V. 
Barsova, M. Reizen, and in the late 20s - S. Preobrazhenskaya, V. Davydova, 
S. Lemeshev, I. Kozlovsky. 


Odessa hosted guest performers in a southern expansive, festive way, 
because music was not only appreciated here - they knew how to admire it. 


Musical evenings were also held in the homes of music lovers, around which 
musicians, artists, and connoisseurs were grouped. So, in the house of M. 
Starkova (Yakov Zak performed for the first time here), in the apartment of 
the erudite and subtle connoisseur of symphonic music, medical professor 
A. Segal (here Emil Gilels began his "exit" into the musical world), in the 
house of professor musicologist B. Tyuneev (friend of Theophil Richter) 
organized musical meetings, performances, discussions. A gifted boy heard 
a lot during these years, but a lot "slip" past him. Sviatoslav's interests had 
not yet been determined; there was no purposefulness in them. He did not 
study systematically, consistently. He improvised, "read" a lot of musical 
(especially operatic) literature behind the instrument, accompanied singers, 
tried to compose. As a young man, he wrote romances, "operas", literary 
dramas, was fond of painting, eagerly collected an extensive and versatile 
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music library. Even then, the collection of his opera claviers (from which 
whole actions were learned by heart!) could be sincerely envied. 


In those years, Richter became an active participant and favorite of the 
musical circle at the Odessa Seaman's House. This is where his speech 
begins. It develops rapidly, eagerly absorbing life's impressions. The first 
successes do not turn the head of a young musician. Richter remains modest 
and timid, showing absolutely no qualities of a "Wunderkind" and giving no 
reason to assume that he will grow into the greatest pianist of our time in 
the future. Yes, he, in fact, did not prepare for a career as a pianist and 
pianism in the narrow sense of the term was still very little and irregular at 
that time. At the age of 16, Richter entered the Philharmonic as an 
accompanist, and two years later, at the Odessa Opera and Ballet Theatre. 
Accompanist activity captivates him. He has all the data for her: general 
musicality, excellent ability to read from a sheet, good knowledge of musical 
literature beyond his age. Richter dreams of becoming an opera conductor. 
And this is quite natural. It already reveals a sharp and subtle sense of the 
orchestra, develops a sense of style, symphony of musical thinking. His 
overall musical perception is predominantly holistic and fundamentally 
monumental. 


A purely pianistic development proceeds in Richter somehow sideways, 
gradually, “artisanally”. And at the same time, with rare ease and speed, he 
masters the necessary virtuoso skills, almost "in passing" the most difficult 
piano pieces are learned, and the pianistic repertoire is imperceptibly 
accumulating. Individual solo performances by the pianist in occasional 
concert evenings are already held with great success. In one of the "home" 
concerts in a select musical circle, Richter even performs Liszt's h-moll 
sonata. 
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Nevertheless, the first independent performance of the nineteen-year-old 
Richter, announced in May 1934 at the Odessa House of Engineers, came as 
a complete surprise to many. The clavier-bend program included works by 
Chopin (ballade in f-moll, scherzo in E-dur, nocturnes, etudes and preludes). 
Despite the lack of pop experience and insufficient "polished" performance 
(the consequences of endless reading from the sheet and exceptionally fast 
learning from memory), the concert was a success. The talent of the pianist 
was not in doubt. He conquered with bright artistry, individual originality. 


It would seem that a pianistic career began. But Richter is not interested in 
her. He dreams of something else: eagerly preparing for the promised debut 
as a conductor in an opera, studying symphonic literature, performing as an 
ensemble player, accompanist, and illustrator. The question of his future as 
a conductor is irrevocably resolved for him personally. And only "Mr. great 
chance", in the words of Stendhal - deep disappointment (and perhaps a 
feeling of resentment) from the conductor's debut that did not take place 
for some reason - forces Richter to leave Odessa and go to Moscow in 1937 
to study. 


The stage of versatile self-education was over. But he left a very noticeable 
mark on the development of Richter as a musician, directing his professional 
development along a special channel. To a large extent, his invariable desire 
for the breadth of his musical horizons, for a gigantic repertoire and 
coverage of a wide variety of styles and genres originates from here. Hence 
his love, on the one hand, for performances with the orchestra, and on the 
other hand, for performances with singers and in chamber ensembles. 
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2. IMPROVEMENT 


At the Moscow Conservatory, Richter entered the class of Professor Heinrich 
Gustavovich Neuhaus. Classes and communication with one of the most 
inspired Soviet musicians-teachers could not but have a beneficial effect on 
the talented young man. Only those who know Neuhaus the man, Neuhaus 
the artist, and not just the concert pianist, can understand the nature of this 
influence on the musical youth. It is determined not by studies, or rather, 
not only by Neuhaus's studies with his students. The artistic charm of a 
remarkable musician, the versatility of his culture, impeccable taste - that's 
what made an indelible impression on everyone who came into contact with 
him. And even more - his romantic passion. relation to art in general. 


The individual features of the character and artistic aspirations of Richter the 
young man were the most fertile ground for the pedagogical influence of 
Neuhaus. | am not afraid to say that, perhaps, not a single “Neuhausian” 
student has ever been so "harmonized" with his teacher (in a slightly 
different way, this was also with his other student - E. Grossman). However, 
Neuhaus worked with Richter, in his own words, very "liberal", adhering to 
the "policy of friendly neutrality" in relation to artistic instructions. Neuhaus 
had not so much to teach his student as to give him advice, share his 
thoughts, and sometimes enter into an argument. All that was required was 
work - persistent work to master the heights of mastery, that is, the accuracy 
of figurative embodiment, the subtlety of nuance, the brilliance of virtuosity. 


It was difficult for Richter to adjust to the "student foot", it was difficult to 
systematically engage in pianistic skills - after all, he had never really 
practiced it. Successfully performing with previously learned monumental 
works of a not entirely "student" repertoire (Liszt's sonata in h-moll, 
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Schubert's C-dur fantasy, Debussy's cycle of preludes, Szymanowski's 
sonata), he already feels like a concert player. It is too easy for him to take 
course exams, classes in chamber ensemble, accompaniment. The sphere of 
artistic interests (and, perhaps, abilities) is too large and diverse, distracting 
him from assiduous pursuits of pure pianism. Few people know, for example, 
about the very outstanding abilities of Richter in the field of painting, to 
which he devoted a lot of time and work[2]; about his abilities in the field of 
musical composition. Subsequently, this versatility of Richter's creative 
nature will turn out to be one of the decisive reasons for his transformation 
into a truly great artist-artist, musician-thinker, because only a great and 
versatile creative person can be a great performer. 


Richter was one of the initiators of organizing a student circle at the 
conservatory to get acquainted with musical literature and became its 
center and soul. Here all the symphonies of Mahler and Myaskovsky, as well 
as a number of novelties of Soviet symphonic and piano literature, were 
played in four and eight hands [3], there were "evenings" by Richard Strauss 
(opera "Salome"), Debussy (opera "Peléas et Melisande"), a number of 
evenings with performances of Wagner's operas. The circle held about a 
hundred classes, ceasing to exist only in 1941 due to the military situation 
and the evacuation of the conservatory. Many works were performed by 
Richter from the score, some of them directly from the sheet. And the pianist 
has always impressed not only with the formal technique of sight reading (a 
technique that many musicians possess), but with the amazing ability of 
concert performance "from sight" - a gift that has been inherent in very, very 
few people since the time of Liszt, Rubinstein and Balakirev. 


Fate turned out in such a way that Richter began to seriously engage in the 
actual pianistic skill relatively late, only after he had already become an 
almost mature musician-artist. This is the unusual and advantageous 
difference of his musical development, in comparison with other 
outstanding musicians. If, for example, schematically speaking, Gilels, being 
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at first predominantly a virtuoso, later became a brilliant artist, then Richter, 
being predominantly an artist, later became a first-class virtuoso. He himself 
says that he really began to study as a pianist only in 1942. 


But it was then that he began to literally "shower" the audience with 
concerts, striking her with the novelty and the number of various programs. 
His game was inspired, bright, meaningful, but not yet devoid of certain 
features of artificiality, abstractness, rationalism. So, to a certain extent, 
there was a lack of a sense of form in the interpretation of the first part of 
Beethoven's sonata "Appassionata", not without pretentiousness 
"sharpened" the pace, in the first "Mephisto-Waltz" by Liszt, the 
interpretation of Chopin's ballad As-dur was deprived of immediacy 
(rhythmic instability, unjustified slowdowns pace). Chopin's performance 
(with the exception of individual miniatures and etudes, as well as 
"Barcarolles", scherzos in E-dur, ballads in f-moll) for a long time was 
somewhat less successful for him. 


In the early years of Richter's concert activity, not everything was polished, 
technically perfect and from a purely pianistic side. The speed with which 
the works were learned, the continuous updating of the repertoire, the 
endless reading from the sheet affected. Each performance of the pianist 
aroused increased public interest in him. But the performer did not leave a 
feeling of dissatisfaction, doubts about the correctness of the interpretation. 
He thought a lot about style, expressiveness, sound quality. The most 
difficult thing was to find a balance, a "measure" of the relationship between 
spontaneous expression and the logic of the performing idea. 


However, dissatisfaction with the work performed only increased 
perseverance, aroused an increased desire to overcome difficulties and 
achieve what was desired by all means. "Failure never discouraged me. | 
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didn't drop a thing if it didn't work out the way | wanted it to," says Richter. 
"| kept working on it and played it until it worked out." 


In 1944, Richter brilliantly graduated from the conservatory[4], having 
already won the popularity of an outstanding pianist with a huge repertoire 
and a special penchant for performing with an orchestra and in a chamber 
ensemble. A characteristic touch of his conservatory biography: the “state 
exam” for graduation was the “Klavierabend” in the overcrowded Great Hall 
of the Conservatory. The press speaks of him repeatedly and with interest. 
True, while enthusiastically appreciating his talent and capabilities, critics 
also noted a certain rigidity and abstractness of sound (according to K. 
Igumnov and G. Neuhaus, he even often "beat" in those years), pop 
"restraint", excessive severity, sometimes far-fetched interpretation . But 
these were separate, not basic and by no means characteristic particulars. 
The time of the creative search for a true artist was in full swing. Yes, she 
never stopped at Richter's! It has not stopped to this day - and this is a sign 
of the artist's unfading youth, because only in constant creative searches 
does the master's maturity not turn into academicism. By the way, this is the 
beautiful side of Neuhaus's art, which "infects" almost all of his students... 


Richter's further development as an artist (we are only talking about the 
main directions) went in the direction of mastering the art of direct 
expression, in the direction of greater "emancipation" in his performance of 
the most important source and stimulus of immediacy - intuition. 
Undoubtedly, those rises in the performing arts, which later became so 
characteristic of Richter and which, in essence, began to give his 
performances a special force of influence, were the result, on the one hand, 
of his sincere direct enthusiasm (complete "getting used to the image") and, 
on the other hand, the ability to completely hide regulatory intellectual 
control from listeners. 
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Virtuosity as such, despite the stunning data and seemingly limitless 
possibilities, was still of little interest to Richter even then. Even in moments 
of sparkling virtuoso lightness (for example, in Liszt's Transcendental Etudes, 
Debussy's Preludes or Scriabin's “Quintes” Etude op. 65), it appeared 
somehow "in passing", never coming to the fore. Contemplative lyrics, 
poetry of deep drama, the art of great thoughts and passions are becoming 
more and more the central sphere of his interests, a penchant for works of 
large form - a hallmark of concert programs. Finally, the enrichment of the 
repertoire with relatively rarely performed works and cycles (for example, 
Beethoven's Fantasia for piano, orchestra and choir, some sonatas by Haydn 
and Weber, Tchaikovsky's G-dur sonata, all forty-eight Bach preludes and 
fugues, four fugues op. 72 and Schumann's March op. 


In the works performed by Richter, there was nothing for the sake of 
success, nothing external, ostentatious [6]. Sometimes it seemed that the 
pianist was playing not for the public, but for himself - he included so few 
"winning" pieces in his concert programs. Yes, sometimes the inner hidden 
excitement was conveyed to them even stronger than the nakedness of 
feelings, the burning of passions, the pathos of drama, which usually attract 
the attention of the public. In any case, this was the case in the first years of 
his concert activity. And at the same time, his interpretation of Schubert 
already then delighted with its spontaneity ("Grand Sonata" in D-dur, 
sonatas a-moll, op. 42, and B-dur, musical moments, impromptu, fantasy 
"Wanderer" and much more). With amazing charm, Richter conveyed 
Schubert's poetry of light, modest, morning nature, the purity of a fresh 
youthful feeling. 


His performance of Liszt's h-moll sonata in those years was more 
distinguished by the revelation of philosophical lyrics, meditation and inner 
drama than colorful romance, the demonism of passions. Liszt's sonata (just 
like Sofronitsky once did) was somewhat "stretched out" by Richter by 
slowing down episodes of concentrated self-deepening. In some places, this 
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execution was controversial, but even in controversial it was captivating - 
such a confident and imperious hand of an inspired artist created an integral 
and consistent concept. Even then, Richter's art was completely free from 
imitation of "models", from a template and a stamp, and therefore his 
interpretations did not always convince him the first time and sometimes 
not quite easily. 


Bach, Mozart, Beethoven, Schubert, Schumann, Liszt, Debussy - from foreign 
composers, Mussorgsky, Rachmaninov, Prokofiev - from Russians, became 
the favorite authors of his programs. Harpsichordists (including Scarlatti), 
Chopin, Tchaikovsky, Mendelssohn, Brahms, Saint-Saens, Frank, Scriabin, 
Spanish composers were performed by him relatively less frequently. 
Stravinsky and modernists, he did not play on the stage. 


At the end of 1945, Richter took part in the All-Union Competition of 
Performing Musicians in Moscow. In terms of its scope, the number of 
participants, as well as its significance, this competition was a particularly 
significant event in the musical life of the Soviet Union. It was the first 
competition of the post-war years. Some of its participants have recently 
returned from the Soviet Army, having gone through the harsh school of the 
Great Patriotic War. The instrumental group of the jury was headed by the 
composer D. Shostakovich, and one of the jury members was the winner of 
three competitions Emil Gilels. On December 29, 1945, the jury decided to 
award the title of laureates to twelve participants. By a special decision, it 
was decided to create two first prizes for pianists and to award one to S. 
Richter and the other to V. Merzhanov. 
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Notes 


[1] In an article dedicated to the 70th anniversary of the birth and the 50th 
anniversary of the creative activity of G. G. Neuhaus, Richter (together with 
other students of Neuhaus - A. Vedernikov, E. Gilels, J. Zack and E. Malinin) 
wrote : "For all of us, the name of Heinrich Neuhaus is a symbol of great art: 
the thoughts and feelings that he shared with us are the most valuable and 
dear guide on the path of artistic improvement in art. And each of our 
successes is a gratitude to a wonderful person, artist, master Heinrich 
Neuhaus" ("Soviet Culture" dated April 24, 1958). 


[2] Richter's passion for painting was quite persistent. Neuhaus tells about 
this interestingly: “Richter, by the way, is not only a musician, but also a 
talented artist, he drew and wrote a lot, never having studied professionally. 
Some of our best old artists told me that if he devoted his life to painting, 
then would have achieved the same height in it as he had achieved in the 
field of pianism. | mention this only to shed some light on the "secrets" of his 
talent. He is as much a man of seeing as he is of hearing, and this is quite 
rare combination "(Heinrich Neuhaus. Sviatoslav Richter. "Soviet Culture" of 
June 11, 1960). 


[3] Usually together with A. Vedernikov. 


[4] With some delay - only in 1947 - the Artistic Council of the Conservatory 
made a decision to enter the name of S. Richter on the golden board of 
distinction. 


[5] Some of these works were performed later. 


[6] In this regard, | would like to recall how the most talented pianist V. 
Horowitz began his brilliant career during the NEP period. Not without the 
influence of his clever impresario P. Kogan, Horowitz at first chose his 
repertoire primarily for the sake of success. It was only later that Horowitz's 
programs became very meaningful and "independent." In contrast to 
Horowitz and many other great performers, Richter immediately did not 
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want to follow the audience's lead, he wanted to "lead" her. This is the 
fundamental difference of his concert path. "The motto of Horowitz's 
activity: success first of all! Richter's motto: art first of all! The second motto 
includes the idea of serving the people, the first involves the idea of pleasing 
the public" (G. Neuhaus. Cited book, p. 232). 


3. ACKNOWLEDGMENT 


Richter's outstanding performances at the competition did not come as a 
surprise. His art was already well known to both the public and the jury from 
countless concerts. Nevertheless, the results of the competition expanded 
the scope of Richter's fame. His speeches on the air began to be carefully 
listened to not only at home, but also abroad. But fame does not spoil this 
inquisitive artist, a steadily improving artist. Richter continues to work hard 
and hard on himself. Now he is already mastering the heights of pianistic 
skill and, without changing the principles of his long-established artistic 
image, he is increasingly enriching his repertoire, "discovering" and 
"resurrecting" new wonderful works by foreign, Russian and Soviet authors. 


The pianist is now interested in thematic programs, integral in form and 
style. Schubert's Sonatas or Beethoven's Sonatas; "Evening of Schumann" or 
"Evening of Bach"; the triad of Prokofiev's sonatas - such are his repertoire 
searches. He is attracted not only by the breadth of coverage of stylistically 
diverse material, but, to an even greater extent, by the penetration into the 
depth and peculiarity of one style and even one form. Its program can be 
built on the principle of commonality and connection, but it can also be 
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Neuhaus immediately considered Richter “a musician of genius". 
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